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PREFACE. 



^J[^HE present work was undertaken from the conviction that a 
satis&ctor J history of the earlier, and not the least interesting, 
stages of the history of Maiolica can only be arrived at when based 
on a fnll and complete illustration of its existing remains. As 
pointed out on a previous occasion, these remains — which include 
but an infinitesimal portion of the output of the XV th century — 
are dispersed in public and private collections, thus preventing^ 
except to a very limited extent, the comparison of the actual objects. 
Hence the need of combining in one work illustrations of the 
examples in the various Museums. 

When projecting this series of studies, nearly ten years ago, it 
entered into the plan that the volumes should serve as a general 
illustrated catalogue of all the known specimens of the wares. 
And remembering the representation of the art in our National 
Museums towards the end of the last century, the scheme then 
seemed to be perfectly feasible. Recently, however, the Museum 
acquisitions have been happily increased to an unlocked for extent, 
which has compelled me to modify my original intention. Indeed, 
it now appears scarcely necessary to illustrate every example of 
each class, especially when, as in the case of the Albarelli, several 
pieces are found to be of nearly similar design. But in respect to 
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the different classes, I have used every endeavour to obtain and 
fnrnish illustrations of those hitherto discovered. 

It is; of course, impossible to say what further remains of this 
XYth century maiolica will come to light. Considering the close 
search for it of late years the amount will probably be small. Yet if 
the finds of intact specimens are finished there are still the wasters 
on the sites of the old potteries to be unearthed ; and likewise the 
multitudinous buried fragments, which for historic purposes may 
be no less useful than the perfect pieces. But the quest should 
not be left to the casual grubbing of irresponsible diggers when the 
earth is turned up for building purposes. Bather it should be the 
undertaking of trained excavators working on scientific principles. 
And in the country which can boast of discoverers like Dr. P. Orsi 
and Comm. G. Boni, others of the same school will not fail to be 
forthcoming when their services are called for. 

It remains for me to offer my sincere thanks to the Keepers of 
the several M^olica Galleries in the National Museums for the 
valuable assistance they have afforded me while studying and 
copying the objects I have essayed to illustrate. And the same 
thanks are respectfully preferred to the owners of the works 
forming part of private collections. I have much pleasure in 
again acknowledging my indebtedness to Mr. A. Van de Put for 
identifying the shields of arms on the vases, and for his learned 
remarks on the relationship of the personages to whom they 
belonged. 

H.W. 
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PLATE I. -Oaeleaf Jab. fi. 87 cm. British MuKum 107 

PLATE n.— Oaklbap Jab. (See ' Oakleaf Jare,' p. xx.) H. 86 cm. 

MuUe du Louvre 109 

PLATE UL— Patembnt Tiibs, from the Caracdolo Chapel, Chnicli 
of San GioTazmi a Carbonara, Naples. (See 'The Maiolica 
PaTement Tiles of the XYth Century/ p. xIt.) The 
hexagonal tiles are 21 cm. high, the others 11 cm. 
square ••...• HI 

PLATE IV.— Disc in mbzza-maiolica : The Virgin and Child, 
SS. Lucy and Rocco, with Angels and Cherubim. (See 

p. xiy.) D. 62 cm. Museo Civico, Ptidua 113 

Compare with the central compartment of Mantegna's 
altarpiece at the Church of San Zeno, Verona, which wafi 
painted about the year 1460, and probably at Padua. 



*«* By mistake, the grounds of the Jars in Plates I. & IL have been 
printed in a wanner tint than the originals. 
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examples o£ XTtb centnry figure 

gn, as (lecoralive motives for the 

olica of the period, have already 

a illustrated in previoaa stadies oE 

present aeries. Their appearance 

1 vaa incidental and from their 

taining to forms of the art ciassiiied, 

the sake of convenience, according 

their shapes and oses, as the 

i^intarelli and the Pavement -Tiles. 

The specimena which will be fonnd in 

the following pages have, however, been specially reserved for 

this, 'the concluding volume, and have been grouped together 

irrespective of the sort of vasework on which they occnr. Here, 

again, the classification is not of the kind one wonid desire ; but 

when the representation of the art is so very scanty, the point to 

aim at aeems to be an arrangement which is likely to be useful to 

the reader in the matter of fatnre reference. 

The relative standing of any one among the renowned national 
ceramic arts is finally determined by its figore decoration. For 
while admitting that extreme beauty of line and colour may be 
displayed on decorative design composed only of conventional 
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patterns, yet these will always remain less impressive, their 
emotional quality will be less stimulating than those motives 
wherein the hnman interest is the primary factor. In the case 
of the XYth century maiolica, its position in this particular is 
not so easy to define as that of the XVIth century ; neverthe- 
less, what remains is amply sufficient to show its style and 
spirit. And on one point there need be no hesitation in arriving 
at a right conclusion — namely, as to whether the painters in 
their figure ornamentation worked on the principles which have 
always governed the higher ceramic decoration. Briefly stated 
these are : that when the design is composed of two or more 
figures they shall be represented as being on one and the same 
plane, and that the locality in which they are supposed to be 
placed shall be indicated in no more than a summary manner ; 
and, further, that the representation, whether in the figures or 
accessories, shall not be realistic. In short, that as the intention 
in vase-decoration is to adorn the vessel, nothing shall interfere 
with the idea of its actual shape and the nature of its surface. 
So far as the limited specimens allow us to judge, it was on these 
lines that the Italian quattrocento ceramists ornamented their 
maiolica. Their treatment of figure design was strictly deco- 
rative, and not that of pictorial art. The principles may not have 
been precisely formulated, certainly not in a written code ; rather 
it was the trained taste, the cultivated perception, and something 
also of natural aptitude in the artists, which informed their 
practice and guided their hands* 

In the choice of subjects for the motives of their figure orna- 
mentation the maiolica painters would, naturally, be influenced by 
the example of the contemporary painters in fresco and tempera ; 
and as the current of religious faith was strong in the century 
producing a Savonarola and a San Bernardino, the artists found 
their chief employment in portraying devotional subjects. That 
the potters conformed their practice to the prevailing sentiment 
is evident from the frequency the Bernardino device (a tablet 
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whereon was paioted the monogram of Onr Lord dnrronnded by 
rays) is seen depicted on early maiolica. Bespecting the develop- 
ment of the figure design on the maiolica of the century, it may 
be inferred that during the first half, when the representation was 
not that of some notable personage, the motive was taken from 
Bible history or the lives of the Saints. Later, towards the end 
of the century, when the classical revival became more pro- 
nouncedy the evidence points to the conclusion that mythological 
and allegorical subjects were to a certain extent in request, and 
they may, perhaps, have affected the demand for themes of a 
sacred character. 

The subjects represented in Plate IV. and figs. 1-7 include 
nearly all the known examples of this phase of the art. The 
striking composition of " The Seven Sorrows of the Virgin " at 
the Berlin Eunstgewerbe Museum has, however, been omitted, 
it having been admirably reproduced in colour and ably discussed 
by Dr. Otto von Falke in the Prussian Jdhrbuch*. But if the 
sum total of the series is small, it fortunately includes several 
pieces bearing dates, thereby enhancing its historical interest. 
The only specimen of vasework belongs to what was probably a 
very numerous class, wherein the ornamentation consisted of the 
Instruments of the Passion. It has been already illustrated in 
the so-called cup of St. Francis (*The Art of the Precursors,' 
fig. 45) ; but in the present instance (fig. 1) the presentation is 
made more poignant by the introduction of the figure of Christ 
in his open tomb. He stands patient and weighed down with 
suffering — the Man of Sorrows — a conception especially |ippea1ing 
to Umbrian devotional sentiment. The treatment of the Angel 
of the Annunciation in fig. 2 is more suggestive of Tuscan design, 
although the brilliant passages of ornamentation isolating the 
figure are in the well-known fashion of Faventine decoration. 

* See O, VON Fales. Jahrbuch der Kgl Preussischen Kxmsisammlungen. 
1894. p. 38. 
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A particular interest is attached to the shield-shaped plaque on 
which is painted the Adoration of the Ein^rs (see figs. 3 & 100), 
from the fact of the composition being based on a woodcut in 
the Epistole et Evangelic printed at Florence in 1495 *. The 
execution is forcible, yet it appears to be that of an artist not 
having had much experience in maiolica painting. But the 
sentiment is distinctly Uinbrian, recalling something of the 
quality of design characterizing the series of small compositions 
in tempera attributed to Fiorenzo di Lorenzo at the Pinacoteca at 
Perugia. Fiorenzo is kno^n to have painted an altarpiece at 
Diruta in 1475 f ; and as that very small town or Castello was 
the seat of a maiolica industry, it is possible that his art may 
have exercised a certain influence on the native vase painters, 
and that the plaque may be a specimen of their handiwork. 
There is evidence that the design of the Perugian painters 
generally exercised an unmistakable influence on Diruta maiolica 
decoration ; in the present cajie, however^ the relationship is no 
more than conjectural. 

The loveliest and most popular subject in Italian painting has 
ever been that of the Virgin and Child ; its representation is, 
as might be expected, relatively large in maiolica, comprising 
figs. 4-6 and Plate lY. The latter is the celebrated roundel in 
mezza-maiolica from the Paduan Museum, a masterpiece of 
design executed a itecco — that is, the outline is incised on the 
white slip surface. The plaque was originally incrusted in the 
outside wall of a house in the Via Boccaleric, at Padua, and 
which, from the remains of a furnace and fragments of vases 
found on the premises, must have been the hottega of a potter in 
the XVth century. From the absence of docnmentiry evidence 
it is uncertain whether the '* Nicoleti " inscribed on the plaque 

* See O. VON Falkb. Majolika (Handbook of the Berlin Eunstgewerbe 
Museum). 1896. p. 83. 

t See Crows and Cavalcasellk. Hist, of Painting in Italy. 1866. Vol. iii. 
p. 150. 
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was the name oi the master of the hottega or the designer of 
the composition. It has been suggested that he was Nicol6 
Pizzolo, a pupil .of Sqnarcione, and one of the painters who 
worked at the Eremitani chapel at Padua. The conjecture is 
probably well-founded, since the style of the figures agrees with 
that of the figure-drawing in the frescos assigned to Pizzolo. Be 
that as it may, the design is an admirable specimen of North Italian 
decorative design, at once harmonious in colour and of touching 
sweetness in its sentiment. Equally impressive from its forcible 
design is the painted plaque dat45d " 1489 " in fig. 4. Fortnuni 
attributed it to Maestro " Jero da Forii," thinking it resembled in 
style the design on a plate thus signed at South Kensington ; but 
the plate belongs to a time so much later than the date of the 
plaque that it is unsafe to assign both pieces to the same master 
on the evidence of a supposed resemblance of style. Fine maiolica 
was unquestionably produced at Forli, and this in drawing, senti- 
mentj and technique is first-rate ; still in the absence of conclusive 
evidence it is safer to leave its locality of production an open 
question. One would like to think that the " Giorgio Lombard " 
inscribed on the reverse of the plaque in fig. 5 was the Maestro 
Giorgio Andreoli, of Pavia, who, on settling at Gubbio, became 
famous for his lust re-ware. This has been suggested, but here again 
there is no confirmatory evidence, and if we may judge from what 
is supposed to be Maestro Giorgio's earliest work his style of design 
was less sweet and gracious. The pattern of the frame is similar 
to that of the Angel at the Louvre, which may furnish some clue to 
the derivation of the piece. Fig. 6, wherein the Child is also hold- 
ing a bird, although showing Botticellian influence in the type of 
the Child, is most probably D mbrian. The attribution of the plaque 
— fig, 7 — representing St. Crispin and St. Crispinian has likewise 
been the subject of discussion in the past. It belongs to that class 
of subject for which there must have been a considerable demand 
by devout persons^ either as votive offerings for churches, or for 
incrustation on the walls of their houses. Before a fragment of 
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this kind few will care to discuss derivations. Its homely presen- 
tation appeals to all. And most of us would willingly spare any 
number of XVIIIth century shepherds and shepherdesses for a 
few more similar pictures of quattrocento workshops, which besides 
portraying the actual life of the time tell something of its beliefs 
and sentiments. To the student of Greek ceramic art the Louvre 
plaque will recall the fact that the Greek potters included in their 
business the production of tiles or tablets, whereon were represented 
the occupations of daily industrial life : their intention being to 
serve as ex-votos *. 

The known examples of subjects taken from classical history and 
mythology, which in the next century were the chief sources whence 
the maiolica painters derived their figure-motives, are even scantier 
than those taken from sacred or legendary story. The volume 
dealing with the pavement-tiles illustrated two classical subjects 
from the Parma tiles — ^the Judgment of Paris and the Deaths of 
Pyramus and Thisbe, — and two others will be found amongst the 
present illustrations in figs. 8 and 18. They are sufficient to prove 
that the classical revival in the XVth century was represented in 
its ceramic art, but they offer no indication of its extent ; they do, 
however, enable us to obtain some notion of the manner in which 
the painters treated their subjects. They also show the mingling 
of classical and romantic elements in the design, a phase of the 
art of the time especially attractive, yet they are too few to afibrd 
adequate illustration of the rise and progress of this new factor in 
quattrocento maiolica. The design of the Pyramus and Thisbe 
appears to be a free adaptation of a X Yth century woodcut, known 
only, we believe, from copies of earlier cuts in XVIth century 
versions of the story. Both the Judgment of Paris and the Diana 
and Actseon were popular subjects at the time in various forms of 
art, hence it is possible these also were adapted from book-illus- 
trations, although the latter, as in the case of the graffito plaque 

* Seo Hayet & OoLLiONON. Higtoire de la C4ramiquc Grecque, 1888. p. 140. 
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representing the enthroned Virgin and Child by Nicoleti, may be 
an adaptation by a Padnan artist from some other source. 

The relationship of allegorical subjects to those deriving their 
inspiration from the Greek mythology sung by the classic poets is 
apparent, as well in ceramic as in pictorial art. It probably arose 
from the Gods of Greece coming to be regarded as personifications 
of physical phenomena^ mental attributes, or animal passions. 
Even when some dramatic episode in their story forms the 
motive of the picture, the artists were unable to realize them as 
actual personages possessing a distinct individuality, but rather as 
abstractions, the imaginary characters of a fable, and therefore the 
representation was likely to be wanting in vitality. Hence, not 
forgetting Mantegna's allegorical pictures at the Louvre, painted 
for the studio of Isabella d'Este at the Gastello, Mantua, and the 
" Calumny '* by Botticelli at the Gtallery of the UflSzi, it must be 
admitted that allegorical pictures at their best are not calculated 
to evoke enthusiasm, and when painted by artists below the highest 
are generally intolerable. These objections, however, do not hold 
good with respect to allegorical design in other forms of art. The 
motives of some of the finest examples of engraving, whether on 
wood or copper, are allegorical, and such also is the case in ceramic 
art : the reason being, that the design in vase-painting is in every 
respect intentionally conventional. No very definite conclusions 
can be arrived at as to the range of allegorical motives on XYth 
century maiolica; the few examples which can be cited suggest that 
the subjects were either amatory, illustrations of moral apothegms, 
or representations of the Virtues. 

The well-known maiolica plates ornamented with ladies' 
portraits and inscribed with their names, as LUCIA BELLA, 
JULIA DIVA, etc., were a common form of love-gift in the 
early part of the XVIth century. At that time, however, they 
do not appear to have been decorated with the imagery which 
imparts a special interest to the work of the XVth century, 
as t>xemplified in three plates and a vase of remarkable design 
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and charming colour at the SouUi Kensington Mnaenm. In 
two of the plates the sentiment is expressed in simple com- 
positions of nicely drawn figures, naive, yet conceived in a true 
artistic spirit. The traditionary symbols of cupids, flames, darts, 
etc. are here, and also in fig. 11, restricted to the single trans- 
fixed hearts of the donors, their pasdion being expressed in the 
accompanying legend. Thus the declaration in fig. 9, ^^ IL MIO 
CUORE E FERITO PER VOI," may be that of a lover not 
without hopes, especially as the action of the lady's holding the 
heart on a chalice seems to imply affection for its owner. In the 
other case both the action of the lady and likewise the legend — 
"0 QUANTA CRUDELTA*'— plainly show that her present 
attitude is that of rejection. Hence the swain has had himself 
depicted as a martyred St. Sebastian, or perhaps, from his position 
on the wheel, an Ixion. It is possible, from the actors being placed 
on a car, that the design may have been suggested by an allegorical 
representation of Cruelty figuring on one of the cars seen by the 
artist in a carnival procession, such as those Yasari relates to 
have been invented by Piero di Cosimo. Or the painter may have 
been inspired by one of the woodcuts in Tebaldeo da Ferrara's Li 
tette dolari dello amore^ wherein a lady is represented shooting an 
arrow at a cnpid, who is flying with a torch above a youth sitting 
bound to a tree. A cut in the same volume may also have suggested 
the motive of the design on the Parma tile (see * The XVth Century 
Pavement-Tiles,' fig. 30) in which a woman is holding a young man 
bound to a tree. In the cut the young man is in the same position 
as on the tile, the woman behind him, however, holds a sword ; on 
the extreme left a cupid has shot an arrow at the woman ; the legend 
is CHI PUO NON VUOL, CHI VUOLE NON PUO. It is not 
unlikely that in this instance the design on the tile may have been 
inspired by an earlier cut. The only symbolical representation on 
XVth century maiolica of a single figure personifying a virtue or an 
intellectual quality, as the allegorical figures in the Arena Chapel 
at Padua and those in the Cappellone dei Spagnuoli in Sta. Maria 
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Novella et Florence, which has been found by the writer, is that of 
" Chastity,'* as on the Parma tile, fig. 29, of the above-mentioned 
stndy in Pavement Tiles. And the only illustration of a moral 
precept is the charming design on the South Kensington plate 
bearing the legend of " NON SE PUO MANGIARE kSENZA 
FATIGA '* (see fig. 13). They are the solitary examples proving 
the existence of ornamental motives wherein an intellectnal idea 
lends itself to free artistic rendering and therefore admirably 
adapted for ceramic decoration. 

Hunting scenes have always been amongst the favourite subjects 
of the vase decorators, both in ancient and modem times, and it 
may be supposed that such also was the case in Italy, where the 
nobles were numerous and art loving. Time could not have spared 
a happier specimen of the class than the spirited representation of a 
hunt in wooded country in fig. 14* . On its small scale it reminds 
one of the stately tapestries in Baronial Halls. It has the true ring 
of that delight in open-air life and the excitement of the chase that 
we find in the early poets. It would not, indeed, be out of place in 
the vellum pages of a Chaucer manuscript. Tlie precious fragment 
of a plate in fig. 15, and which formerly belonged to that fine 
connaisseur in Italian Renaissance art, the late Baron Davillier, 
was given by him to the Sivres Museum, thereby possibly saving 
it from loss or destruction. Assuming the inscribed date to be 
correct, it will be the first known naturalistic representation of 
landscape — the ^^p<usi/^ which became a prominent feature in the 
maiolica of the next century. The figures recall those in the 
pictures of Carpaccio at the Venice Academy, although drawn by 
a weaker hand ; the same likewise may be said of the background 
with its towering cliffs and ships showing their masts and sails 
against the sky. The richly designed border has its delicately 
drawn pattern reserved on ilie ground and not etched on it by a 
graffito process. But^ except for its brilliant border, the fragment 
is more remarkable for its historical than its artistic interest ; it 
has nothing of the spirit and hone of the decorative qualities of the 
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graffito plate with three figures, also remmiscent of Carpaccio, 
framed by pendent wreaths in fig. 16. Another characteristic 
example of the same method of design is seen in a plate which 
probably formed part of a service commemorating the marriage of 
scions of the houses of Visconti and d'Este, the technique being that 
of the Paduan school — see fig. 17. 

From the imaginative nature of its ornamentation, its large 
size, and generally imposing appearance the tall jug illustrated in 
figs. 18 & 19 is one of the most important specimens of the art 
which has been preserved to the present day. Nothing is known of 
its history, hence it is from an examination of its decorative design 
and technique that its relationship with other work of the century 
can alone be determined. Its principal passage of ornamentation 
is the Triumph of Gupid^ in the circular space framed by a classical 
wreath. The subject is well known in other forms of XVth centary 
art., although not similarly arranged. Two, however, of the present 
illustrations contain drawings of cnpids as supporters of shields, and 
one of them — fig. 20 — being inscribed 1477 will serve to show the 
stjle'of child-drawing at that date. Comparing the three flying 
figures holding the shield with those in the Triumph it is evident 
that the painter of the former drew with an ease and freedom of 
which there are no indications in the larger composition ; it may 
therefore be inferred that he belonged to a more advanced stage of 
the art. Fig. 21 being undated has less to tell, and besides the 
rather awkward figure drawing probably arises from the artist 
having less natural ability than those in the two preceding instances ; 
so that the evidence thus far points to the conclusion that the jug 
belongs to a time before the last quarter of the century. The 
painting of the Triumph of Cupid is supported by two angels, after 
the manner of the Victories supf>orting wreaths or medallions in 
.the sculpture of the late Roman Empire, but drawn on the lines of 
the trecento angels of pictorial art. They are displayed on a ground 
enriched with sprays of carnations arranged in bold sweeping curves 
which recall the foliated grounds of Ilird century Apulian vases, 
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whereof the oinochae at the Lonvre decorated with the painting of 
Boreas carrying away Orithyia is a brilliant example *. Comparing 
this passage of ornamentation, which springs from a long-sponted 
Oriental ewer painted at the base of the handle, with the somewhat 
similar motive on fig. 20, we find in the latter not only more fluent 
brushwork bnt also the summary treatment of form belonging to a 
more extended practice, thus helping to confirm the conclusion 
that the jug is the earlier work. In the matter of fabrication it will 
be observed that the handle of the vessel is composed of two pieces 
welded together by a strip of clay, which follows a method in use 
at Faenza in the first half of the century. Further details might 
likewise be noted suggesting that the jug represents an early phase 
of the art, and of which it appears to be the only known example. 
In relation to the problem just discussed, the chief ornamental 
motive of the large plate in fig. 22 — namely, the pretty group of 
children in the centre — furnishes additional evidence, not quite so 
precise as that afforded by the shield, but confirmatory to a certain 
extent. The plate bears the arms of Matthias Corvinus, King of 
Hungary, and wife Beatrice, daughter of Ferdinand I. of Naples, 
whom he married in 1476. He died in 1490. Hence the plate 
belongs to a time probably within these two dates. Beatrice 
married Ladislaus IV., King of Bohemia, in 1502, so up to that 
time she might have impaled the arms of her first husband, but 
considering the high estimation in which Matthias held Italian art, 
it is tolerably certain that he himself commissioned the credenza of 
which the plate formed a part. Therefore the group of children 
and the elaborate ornamentation in which the motive is set may be 
accepted as an example of the best style of maiolica decoration of the 
period between 1476 and 1490 ; and, it may be added, that in respect 
of design, colour, and technique, the space of a generation is not too 
long to have separated the art of the jug from that of the piece 

* The evidence relating to the discovery of antique vases in Ital j during the 
XVth century is not precise as to particular examples, but that some had been 
found and were recognized as belongbg to the classical era is certain. 
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under consideration. Sonth Kensington possesses another plate 
belonging to the same service but without; a figure subject ; a third 
is included in the collection of Mr. J. Pierpont Morgan, the subject 
in the bottom of the plate being an allegorical representation of 
Chastity^ a group of a woman and a unicorn : a fourth plate 
bearing the same arms belonged to the late M. Gaillard (see the 
catalogue of the Gaillard Collection). To the same time and of 
the same fine workmanship must be assigned the sumptuous vase 
on fig. 23y and the no less brilliant basin bearing the arms of the 
LuUi family — see fig. 24 — which is one of the masterpieces of 
Faventine maiolica. It will be noticed that although the nude 
drawing will class the latter with the later work of the century, 
two of the conventional flower motives associate it with some- 
what similar patterns in the Carracciolo tiles (see Plate III.), an 
illustration of the inherent vitality pertaining to a fine passage of 
ornamental design. 

The colour-scheme of fig. 25 is conceived in a dominant note of 
green, the tint being that of the pigment known as emerald-green, 
with relatively restricted passages of powerful blue, which places 
it in sharp contrast with the known maiolica of its period. Its 
prototype is found in a, probably, Syrian ware showing a Persian 
influence, where the prevailing tints are as above, the ornamenta- 
tion — mainly consisting of animals — being outlined in black ; it 
has sometimes an enrichment of small touches of red (Armenian 
bole). The examples of the ware are elegantly shaped vases and 
plates, one of the latter belonging to the writer having, as in the 
present instance, a frieze of animals covering the border, but 
reserved in white instead of painted in green ; the centre has two 
large Harpies and a number of animals (all reserved in white), 
which is intended to portray a Persian " park '* ; it is bordered 
in a strong blue pattern somewhat resembling the present piece, 
which appears to be a unique example of a very striking instance 
of the Oriental influence on XVth century maiolica. The descrip- 
tion of the plate given by Delange assigns it to Caf aggiolo, because 
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being an early piece it must have been made at the place where 
Italian maiolica '^ was first manufactured/' all which, it is needless 
to say, is a pure invention. 

We do not, as a rale, look to the figures included in the orna- 
mentation of ceramic art for any marked individual character in 
their countenances, and indeed when only a head or bust is 
portrayed the intention of the artist has generally appeared to be 
rather to represent an ideal type than a distinct personality. Such, 
for instance, was frequently the case in the female heads with 
regular well-developed features adorning the Urbino wares of the 
XVIth century. This, however, was not the aim of the vase- 
painters of the preceding time. Their endeavour was evidently 
to depict actual personages, and they have given us a series of 
portraits, well defined as clearly cut cameos, of high-bom ladies, 
men who ruled states and principalities, and budding patricians 
that rank with the finely drawn portraits in other forms of Renais- 
sance art. Of this class is the young man in fig. 26, who might 
have served as a model for a youthful page in one of the splendid 
historic canvasses by Giovanni Bellini or Carpaccio, representing 
some high state function at Venice, so strongly does the type 
recall their brilliant adolescent patricians, gorgeous as tropical 
moths in their habiliments, yet with the sedate look and self- 
possessed air implying full consciousness of their birth and breed- 
ing. So likewise with the ladies in figs. 27-31, their features are 
not always ^^ classical '' on the lines of Hellenistic busts and 
statues ; nevertheless they are all great ladies, the arbiters of taste 
at the Italian courts, where learning was held to be the chief 
distinction, and courtesy was cultivated as a fine art. It is quite 
possible that some of the present portraits may yet be identified : 
the one which at first glance suggests a well-known personage is 
fig. 31, resembling the portrait style of Piero della Francesco, as 
in the profile of Isotta di Rimini (of which perhaps the panel in 
the National Gallery is a copy), and, so far as can be judged from 
the execution, its date would sanction the attribution. Unfortu- 
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nately a former owner of the fragment, which was the centre of a 
plate, has cut away the border in order to place it in a gilt frame, 
consequently we lose the evidence of the surrounding ornamenta- 
tion. The same has happened with Herr von Beckerath's portrait 
of a lady of later date, fig. 29, only here a portion of the ornament 
has been preserved, showing that the plate came from the same 
pottery as the intact example at the Louvre, fig. 28. This piece is 
inscribed with an 3 transfixed by an arrow, which Fortnum, on 
the authority of Darcel, states is the mark of a Diruta pottery. 
Regarded from the point of view of style and execution, one of the 
most interesting among the present series is the Cluny plate, 
fig. 32. The drawing both of the profile and ornament, although 
dry, is the work of a trained artist possessing an extraordinary 
precision of hand. The decorative motives of the centre and 
border are well known in Faventine wares, so also is the technical 
procedure, as in the pattern etched on the thickly painted blue and 
manganese glaze of the man's sleeve and collar. Failing positive 
testimony, the plate may be assigned to the middle of the century, 
but there is, perhaps, no one piece of the series the student would 
more like to know the precise date. 

Although documentary evidence is not forthcoming giving the 
time when classical motives of ornamentation first appeared on 
quattrocento maiolica, we find that towards the end of the century 
the artists had arrived at considerable proficiency in their treat- 
ment. Examples thereof will be seen in figs. 39 & 41, which 
represent a ware having its ornament composed of a series of 
patterns arranged side by side and surrounding, when the object 
is a plate, a central motive, not infrequently a device or a bust 
portrait. A good specimen of the latter is exemplified in a small 
flat plate at the British Museum, the centre bearing a portrait after 
the manner of fig. 30. It is f i*amed in a wide band of ornament 
composed of eleven members unequal in width, and similar in 
style to the South Kensington and Cluny plates. It is curious to 
note that these various motives are nearly all adaptations of those 
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found on native vases of the Pre-Hellenic period, probably about 
the Vlth century *. It may be surmised that specimens of the 
Apulian vases^ or fragments of them, had, as in a former case^ been 
discovered, and had come to the notice of the potters, who, aware 
of the prevailing cult of classical art, promptly adapted their 
ornamental designs^ but probably not knowing that they belonged 
to a primitive age previous to the classical era. In the originals 
the bands are not crowded together, the ornamentation in itself is 
therefore more effective and the general effect more artistic than 
on the maiolica ; in the latter it serves mainly to display the 
manipulative dexterity of the draughtsman, on work which gives 
little scope to the inventive faculty. The sharp-pointed con- 
ventional leaves displayed on the borders of the fine plates in 
figs. 37 & 38 are the same as those in one of the bands in the 
previous examples; employed alone it is truly decorative and 
admirably frames the important designs which in each instance 
cover the surfaces of the plates. So likewise would it be with the 
other patterns in fig. 40 ; it is hence somewhat surprising that the 
painter did not feel that in placing them side by side they were 
mutually destructive. M. Molinier has suggested that fig. 38 is 
Faventine and belongs to the penultimate decade of the century. 
Accepting both the place and date we naturally include in the 
same category the oinochoe designed on the lines of classic art, 
fig. 42, its coloration of gem-like brilliance^ the vase and spouted 
jug in figs. 43 & 44, and likewise Dr. Bode's, Mr. Pierpont 
Morgan's, and the South Kensington Albarelli illustrated in the 
preceding volume. Each and all are admirable examples of this 
phase of Renaissance maiolica ornamentation at a high point. 

It will be perceived that the ornamental motives on many of 
the objects here illustrated are similar to those on vessels of the 
period of different shapes, given in the previous volumes. They 

• See G. Patroni. La ceranUca Antica neW Italia Mendionale. 1897. p. 27. 
Also M. Mayer. Homtssche MittheUungen : Ceramica deW Apulia preelUnica, 
Vol. xii. p. 201 and Vol. xiv. p. 13. 
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frequently, however, are combined with minor motives, which are 
found on other contemporary wares, thereby establishing a 
relationship useful to bear in mind for purposes of classification. 
Thus, the sharp-pointed leaves arranged in triplets covering the 
body of the vase in fig. 45, and those in fig. 39 of the preceding 
volume on Albarelli, were evidently painted by one and the same 
hand. But the running ornament separating the panels of the 
albarello does not occur on the vase, neither does that on the neck ; 
whilst the well-known motives on the neck and foot of the vase 
are absent from the albarello. Hence we may arrive at the 
establishment of relationships which could not be asserted from the 
examination of only one of the objects. At the same time it is 
scarcely necessary on the present occasion to set forth a list of the 
recurring examples of analogous motives, and which the reader 
will not fail to have himself observed in looking throu^^h the 
illustrations ; but with respect to a few of the remaining pieces a 
word of explanation may be essayed. In the case of fig. 46 it 
should be said that it is one of the instances above referred to, 
wherein a ware of singularly forcible design is now known only by 
a single example. When first acquired by the Sevres Museum it 
was classed by Salvetat with the early Italian wares^ the strongly 
pronounced Oriental influence being recognized by the Director. 
In the 1897 Catalogue of the Museum, however, it was included 
amongst the Hispano-Moresco wares because of this same Oriental 
character of its decoration, which the compiler of the Catalogue 
did not recognize to be an adaptation, and also because he supposed 
the arms to be those of the Spanish families Vera, Aragon, and 
Escriba, Catalonia. On this latter point Mr. A. Van de Put 
informs me that he can find no reference in Spanish works giving 
detailed pedigrees of the two families to a marriage between 
members of the respective houses, which is, of course, implied by 
the impalement of the two coats. He regards the shield to be a 
simple coat, and as the arms of the Guiducci of Florence, who bore 
per pale vair and chequy or and gules. Further, he points out 
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that the shield-shape is never found employed with Spanish 
armorials, but is a sure sign of an Italian coat : so too with the orle 
of rosettes, the manner of drawing these ornaments is Italian and 
not Spanish. As to the animal design, the method of isolating the 
beasts, the rendering of their forms, and the minor details of 
ornamentation, all are characteristic of Italian maiolica decoration 
at the period when the Oriental influence was most strongly felt. 
And, apart from the design, the chromatic scheme, both as regards 
the separate colours and their quality, is essentially Italian ; the 
same may be said of the brushwork, which has none of the fluency 
distinguishing the Spanish-Moorish wares of the same epoch. 

One of the most important historical pieces is the large plaque — 
fig. 47— iit the H6tel Cluny, dated 1475 (No. 2807 of the Museum 
Catalogue, 1883 ; the description of the object is unfortunately in 
fleyeral particulars erroneous). It was originally aflixed to the 
outside wall of a building near the Bagnoli Palace at Faenza, and 
was removed at some time in the last century. As an example of 
the work of the time nothing more instructive could be desired. 
Executed with a full brush which has left the colour in impasto, it 
has thereby acquired a chromatic force admirably adopted for 
outdoor decoration. Its perfect preservation after centuries of 
exposure to the open air shows a technical ability in the preparation 
of colours and glazes, proving that the Faventine potters had little 
to learn at the above date in that particular. Pretty much the 
same may be said of the Kensington plaque dated 1491, which also 
bears the monogram of Our Lord surrounded by San Bernardino 
rays (see fig. 48). It is further interesting as being the first 
known inscribed example of the sopra azzurro ornament in Italian 
Maiolica. Students of Oriental art will remember the frequent 
occurrence of passages of interlacing bands, well known in stone 
and wood carving, but less oft«n met with on the more fragile 
Oriental faience. The Louvre possesses a fine specimen in a 
shallow bowl of Syrian or Egyptian fabrication (illustrated in 'The 
Oriental Influence on Italian Maiolica,' fig. xv.); others are seen on 

d 
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the Moresco Instre-wares. Italian adaptations of the motive on 
XYth century maiolica are given in figs. 49 and 50. It is fonnd 
also in association with the interlaced oak-branches on an early 
Urbino ware; the example given in fig. 51, however, probably 
dates from the beginning of the next century. But the best 
known example is that on the H6tel Cluny plate in blue and white, 
having the bust of Nero in the centre, together with the arms and 
devices of Pope Leo X., and which is inscribed on the reverse 
CAFAGIOLI. Figs. 52-55 portray a series of vases with relief 
ornament of which two others, although not of the same style, have 
been illustrated in former volumes. The first two here given, 
from their shape and the motives of their painted ornament, will be 
classed with the Oakleaf Jars, and to the same period and locality 
of production belongs the large jar — fig. 54. Of this style and 
with the same ground cross-hatched in green, the Louvre possesses 
two examples, viz. a smaller jar somewhat similar to the one at 
Kensington, the central ornament being a woman's bust ; the pine- 
cones and foliage are differently arranged. The second one is a 
spouted jug of elegant shape and with the relief ornament, 
composed of star-like flowers and a conventionalized olive-tree, 
very carefully executed*. Fig. 55, which from the naturalistic 
modelling of the boy's head'ioay be supposed to belong to the end 
of the century, is represented' at the Loavre by another similar 
specimen. The original type of £g. 56 is found in classical ceramic 
art, probably of Italian fabrication ; a vessel of similar shape was 
made also in lustre-ware by the Moors in Spain, of which an 
example is in South Kensington Museum ; it appears, however, 
that the prototype of the present piece more likely belonged to the 
former age. 

The historians of maiolica have found no proof, either tangible 
or documentary^ of the manufacture of artistic pottery in Rome 
prior to the XYIth centory. Fortnum, quoting from Bertolotti, 

* For an illustration in colour of this unique jug, see F. Abgnani. // 
Einascimento deUe Ceramiche mmoUcaU in Faenza. 1897. Vol. ii. pi. 8. 
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states that the first mention of maiolica fahiication at Rome is the 
record of the constitution in 1514 of an arsjiffulorumy tiiememhers 
thereof heing ceramic artists from other centres of the industry in 
Italy. It is of course possible that wandering artists trained at 
these centres may have previously set up furnaces at the papal city 
and have obtained the patronage of some of the vrealthy ecclesi- 
astics, at least for a time. It is even not unlikely that some of 
the jugs found in the Tiber (see illustrations in ' The Art of the 
Precursors') and likewise some of the pavement-tiles recently 
excavated at the Castle of St. Angelo were made at Rome. The 
same may be said of the dish or bowl bearing the arms of tho 
Borgia Pope Calixtus III. (1455-58), or possibly, but less likely 
judging from the technique, Pope Alexander VL (1492-1502), and 
which probably formed part of the faience in use at the papal 
palace — see fig. 57. The design, although of great simplicity in its 
arrangement, is characteristic of the work of an artistic age. The 
elegant vase in fig. 58, reflecting in its shape and ornamental motives 
the classic art of antiquity, is the production of the della Robbia 
bottegUy probably when under the direction of Andrea dell Robbia. 
These vases, of which a certain number have been preserved to the 
present day, were originally intended to decorate church altars ; 
they were surmounted by bouquets of flowers modelled in terra 
cotta and painted in natural colours, but these now are rather 
scarce. Although admirable in design and cleverly modelled, the 
colour is heavy and opaque, which arises from the mineral oxides 
being mixed with the tin glaze before being applied to the surface 
of the vessel, which appears to have been the practice of the della 
Robbia family ; an extra firing may have been saved, but at the 
expense of transparency in the quality of the colour. 

The remaining illustrations from fig. 79 may be properly divided 
into two groups, the first — figs. 79-84 — depending largely for its 
decorative motives on the arts of the sculptor and the goldsmith ; 
figs. 79 & 81, indeed, appear to have been moulded from casts of 
metal vases. The remaining three pieces will be judged entirely 
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from the point of view of plastic art, and may fairly be claimed as 
characteristic specimens of that illnstrions school of soulptaroi 
whose greatest masters did not on occasion disdain to furnish 
models for small objects used in domestic life. 

The second group comprises figs. 85-95 and consists wholly of 
examples of lustred wares. Whilst their ornamental motives are 
those belonging to the XYth century, it is perhaps doubtful whether 
any one of them was made during that period. It was formerly 
supposed that lustre-wares were produced in Italy as early as the 
middle of the quattrocento. The evidence, however, supplied by 
more recent research tends rather to negative this hypothesis and 
suggest that it was not earlier than the end of the century. That 
the native potters were anxious to learn the secret of a process 
which gave such splendid quality to the More3CO wares was only 
natural, but for a considerable time they were obliged to content 
themselves with an ingenious imitation of its effect in a manganese 
glaze in association with touches of orange and blue. When and 
by whom the process was at last discovered is not known, neither 
can it yet be asserted which among the Italian potteries can legiti- 
mately claim the honour of having first pralbtised the method. The 
above reasons alone would not have deterred the writer from 
attempting a larger illustration of the early Italian lustre*warea 
had he not felt that it was desirable to treat this most important 
phase of Italian maiolica as a whole. For although some of the 
finest specimens of both Gabbio and Diruta wares might not un** 
fairly be classed with the XVth century work, still there are others, 
equally fine, which clearly belong to the art of the XYIth century, 
and therefore could not be included in the present study. 

As to the question whether the known existing remains of the 
XVth century maiolica are sufficient to authorize a final judgment 
on its achievement, the reply will be in the negative. The last 
word on the work of any one among the great artistic epochs will, 
perhaps, never be said, but in this case there are obvious gaps in 
the historical sequence of the output, which until they are filled in 
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must leave its story incomplete. Enough, however, is forthcoming 
to show the position the potters had acquired at t^e end of the 
century. In place of the primitive vessels of bare necessify which 
appear to have been the utmost that the native potters could turn 
out in the preceding century, we find vasework of finished excel- 
lence^ its decorative design implying a manual dexterity devoid of 
hesitation and uncertainty, and added to all this the knowledge 
of an accomplished technique. In this particular the ceramists 
were not capable of those marvellous feats of colour^transmutation 
constituting the charm of certain phases of Far Eastern ceramic 
art, and which almost induce the belief that the Chinese potters 
are gifted with a Salamandrine nature permitting them to sit 
within the furnace and thence personally control the agencies 
whereby these magical effects are attained. We find little of this 
in maiolica, unless happening in accidental " flukes," to which all 
pottery is liable. But the Italians did succeed in producing on 
occasion technical execution of extreme refinement, more parti- 
cularly in delicate qualities of colour resulting from intentional 
technical procedure. And in the matter of the noblest of all 
ceramic decoration — figure design — wherein the Chinese artists 
have never risen above dainty conceits or ** azure-tinctured 
grotesques,'' we find maiolica ornamentation ranking second only 
to that of the Greek vase-painters. 

To have created a national art of this calibre is indeed an 
honourable record for these Italian ceramists of the quattrocento. 
It must be remembered that they started on their career with an 
equipment about on a level with that of the potters of the primitive 
ages of antiquity. Barbarian invasion had wiped out the arts 
vrhich Italy had in former times learnt from Greece and the Orient. 
The struggle now was with rivals on the Mediterranean littoral, 
who had fine artistic aptitude, and which had been developed and 
intensified by centuries of practice, wherein they had mastered all 
the '^secrets" of that technical procedure on the due observance 
of which depends whether the vase leaves the furnace a thing of 
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beauty, or little more than a shapeless mass of barnt clay. If the 
Italians won their way against rivalry so formidable, the fayonring 
circumstances and the source from which they derived their strength 
and inspiration are not far to seek. They are found in the fact 
that the period was that of the Italian Renaissance — ^the great 
intellectual movement whereof on its artistic side maiolica was one 
of the most brilliant manifestations. That alone was sufficient to 
explain its success ; but our ceramists also enjoyed a negative 
advantage which must be taken into account — namely, that they 
lived at the time before steam-driven machinery had induced the 
taste for mechanical uniformity, so fatal to the production of fine 
industrial, and especially of fine ceramic art. Its very essence 
consists in its output showing in every particular the impress of 
the hand as well as the mind of man. Therein, indeed^ the Italian 
potter realized the root idea of the Renaissance — the assertion of 
the conscious personality of the individual. And it is precisely so 
far as the vase is the expression of an individual personality that 
its true artistic value will be found. 
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Fig. 1; — BACILE. HesTj loddiah bodj. Ornamentetioii : outlined in bliu, 
tb« border peioted in blue, the hair Nid ctow in yellow: the bleedinc 
KMai-wannd end eornice of tomb in mangueae. Inscribed "DON 
OIORQIO. 1485," in graffilo. ReTerse, Titreoiu glue. The figure of 
Christ st&nding in an open tomb was a frequent tuoject in the pictMial 
art of the period, but the writer does not remember one iu which the 
attitude ot our Lord is pTeciiely the same as in the present instance. 
The Sivres Catalogue ang^esta the piece may have been made at 
Cafaggiolo : there u no evidence that maiolica waa mannfaotuied at 
0«&ggiolo pKTioua to about a.d. 1600. D. 376 mm. 



Fio. 2.--PX.AQUB. Buff l)od]'. OmameDUtian : the Angd of tbe Ao- 
naDdktioii, outlined in Uue, punted in blu«, gntm, onnge, and yellow. 
29 cm. iquan. MnaA* d« Lown. 



Fis. S. — PLAQUE in die AMipe of « ihield. Bnff bodj. OnunaDtetion : 
tlio AdoratiiHi of the Kingt, ontliued in Uae, the white eiumel is left 
plain oral tha luger pift of the tui&cs, the colour being in distinct 



Fio. 4.— PLAQUE. Pal* Wf body. OrnwuenUtion : the Viwin and 
Child, ontliiMd in daik bine, modelled in durk blue for the Virgin'a 
mantle; her robe ia greOD, the aleevee diapered in jellow; the Sesh ii 
aligfatlj shaded in pale blue ; the anreoles for the Virgin orange, for 
the Child omnge and blue ; the top of the aeat ia orange, the apri(![ht 
panel manganese ; toucbea of lopra-bitmeo on the fleah of the Child 
and the face of the Vii^ Inscribed " 1469." H. 47 cm. 

South Enuingtoti Htuatun, 



Fis. 6.— PLAQUE. Buff bodr. OnumentfttiaD : the Virgin and Cliild, 
ontliiwd in bln^ punted Ui mle blue, pale manganeM, orange, and 
green, th« tnieole* orange. The frame u in low relief and painted 
onuige. Inacribad at ttie \»ek " GIORGIO ■ LOMBARD • 1498." 
96 em. iquare. Britlali r 



Fio. 6.— PLAQUE. BaS bodr. Onumantation : the Virg^ uid Child, 
ontliued in blue, piinted £n ^^igin's mantle blue, lobai muiganeM, 
fleth lightly iluded in Una; hair, itai, and broooh jellov. I&mse, 
divided bj oraamduul band* Into foni aeelioiM, two of which are 
-noant, the other two liaTing reepeatiTelj a aarpant and a coait of arms, 
allindaed. D. 223 mm. Haary W&Ui>. 



a. 7.— PLAQUE. S. Cris^ uid S. CrinaiUftO, the pttron aunla of 8ho»- 
nuken. Onuunentetion; outlinedinblueiuidpuiitedgeDerftUjinblae; 
the HlMTee of tha two uints ue lightly ihAded in pnle manganeae ; tha 
ciown uid Aureoles in orange ; '' ' ■ .i < 

jellow, and manganew. U. 36 



TiQ, 8.~BACILB. Heiu-m^oUca. DUna uid Aotoon. Bufi hoAj. 
Omtuneiitatinii ; iiicued ontliiie, ud [Hdiited in purple maaguicM, raw 
liera jellow, and rich greco on bnlliant iTorj-wliite groond: tlw 



Pin. e.— BACILB. Buff body. OrauuMtetion : outlined in blui utd 
punted in blue, green, mkogoneee, orange, uidjellow; the peacock'i 
leathen in mannneBe, emerald-green, and orange. Inscribed "HL 
MIO (X>BE E FERITO P[EB]VOE." Rereree, yitreon. frliie. 
D. S8 cm. Boatb Kanilnctan IfiUMim. 



Fia. 10.— PIATTO. P&le T«d bod;. OinuueDtatian : outUned in deep blus, 
painted in blue, manraneee, gwen, artnge, ud yellow; the colour 
f[oner«lly of great depUi and purity. InKxiheA "0 QANT-AC-KVd- 
ELTA (O ijusnts crudelti). Tta border throuffhout i« the lame u the 
portion giTen. Reverse, a ritreous glaie. D. 41 «n. 

South Koniriagtcp Hnseiui. 



Fi«. 11. — SCODBLLO.'(Omu)Deiitetioii : outlined id Une, painted ic 
' "'] PIV." R«TeiM, white 



ktmh, and othun. IiiKribwd "EN FIV." Rvyaaa, -white irlaiek 
fc.296miii. ---^- .---. 



¥ia. IS. — ^VASB. Ornuwotetioa : ontUaed ia dai^ blue, painted in Use 
and orange, ttuquoiM-blue handlei, pekcocVB featltan on the pUqnea 
applied to ue handle*; the heart in manganeM. luKiibed on one ud* 
-QUISTA TE BONO PTETRR iSOTlE BELLA," on the other, 
"P^]R AMORE TE PORTO IK QUISSTA OOP[PJA BELLA.^ 
H. 38 cm. Bonth Kaostngton HoMnm. 



F». 13.— BACILK. Buff bodj. Onumentetion : outlined in blue, painUd 
in Uue, onuBe, vellow, ana pale green ; the colour Bchetue ia deljc«te. 
Inacribed " E ■ NON ■ SE ■ PO ■ MANGIARE ■ SENZA ■ PATICA," 
Revene, t thick vbite «naawl witli alight bud onuuneot in blue. 
D. 41 cm. Sontb KMuingKm Mti— nm. 



F^a. Id.— PIATTO. OnameBtAlion i > Huntug' •cenoi wttliiiad in blue, 
puDtad in duk bluo wiUi tonctea of Tallow. The pUte ww ia 
the Cutollani 8al« (OUalogue, no. 78). FtMcnt pomwint vnlmown. 
D. 48 cm. 



Fi«. ie.~PRAaMBNT OP A BACILB. Whitelxxij. OntnMiitetioD : 
outlined in Une, the flgnns mintod in bine, manganese, oranm, rellow, 
and black, tlie loadMape in bine, ereen, Tellow, and binck ; Uie border 
1 daAUne ' '■ ' " ' ' ' • ' 



on daA bins groimd, oianffe, jsUow, and icMrred white. Inscribed 
" 1496." lUTUTCf a rmuuBg scroll ot leaves and floweis in bine. 
D. 39 cm, S^TTOB Kmsain. 



Fte. 19. — 8ACILB. HoiMMiuiolictL. OrnameiitatioD : indwd utd punttd 
in deep fiwen, blue, mangaiiMe, and vellow on a pale chocolate graimd : 
the wMonr Jua ran in the fiuiuce. Beveree, pUin. D. 42 cm. 

South Keniingtoii Uosoiuu. 



Fio. 17. — BACILB. Meiiirinuolica. OrnaraentatioD : incived and punted 
in blae, green, raw and hamt eiena jeUows. The Bhields bear the 
aims of the Vuconti and d'Esta fsnulieB. BcTerse, pitun. D. 41 em. 
British Uuseuiii. 



Fig. la— MEZZINA. Pale buffbodj. OrnftmeDUtion : outlined in dnrk 
blue and shaded in blue ; the mound behind Cupid is outlined in areen, 
the doU in manganese ; the hair, wings, bordera of anffels' Tobei, clouds, 
snd rosettes are touched with yellow. At the boas of tbe handle ie an 
Oriental spouted ewer in blue. H, 88 cm. 

South KftPMnStOTl IWngft HTW , 



Sia. 19.— See preceding illnstration. 



Fio. 20. — PLAQUE. Om&mentatdon : the unu of the Corsini of Florence, 
outlined in blue, the sneels lightlj shaded in same colour, paiotea 
in preen, mai^ttneee, wid yallow. InBcribed " NICOLA COKSINI . 
MIIUTt. & di 14 di tienaio." H. 88 cm. S«vrM Moaeam, 



Fi0. 21. — BACILE. Red body. OnumeDtation ! a sIiieM besrin^ the 
Sfona arms, outlined in blue and painted deep blue and, apanngtj, 
""■per-green, maiuiBneae, tai paJe yellow, Rerene, concentnc ciiclea 
^ D.84cm. BrttUhH- 



S^i 



a. S9, — BACILB. Buff body. Om&mentation : Amu of Mfttthiaa 
Corriiiua, EingT of Hungarj and wife Beatrice, dsuf^litei of Ferdinuid I. 
of Naples ; and a group of hoye (compare with fig, 13), Outlined in 
blue, painted in blue in camaleu, green, pole manganese, orange, and 
yellow. Revciae, palmette and leaf oraament in deep blue. 0. 47 cm. 



FiQ. 28. — VASE. OnumeDtftldon : outlined in blua and painted in duk 
blue in camaieu uid OT&nge, the ground ot neck end bond on upper 
part of belly in orange; the patteni on the flat handles etmilar to 
the botton] of the neck; ptwaagea of orange in peacock'B featheie. 
H. 475nim. Soatli Kansiiigton Htuonm. 



FiO. 24.— BACtLB. OinuneDtatioii; & Mermud and a abield of ftima of 
the Lulli, of Rorence, outlined in dark bine, painted in orange, green, 
, uid blue in comaien. Revene, plain in centra. lettTM 
a hslf-ciicIeB on the rim and npnglit side. 



Fie, 26. — PIATTO. Omuuentation r outlined in dork bine and painted in 
emenld-nBen and blue. The illiutration i« coped from a chromo- 
UtbogTftpD ia Delange, Btcueii du Ftatncti Itakeanet : the ditnenaons 
an not giren. &otm Koaaun. 



Fia. 26.— PIATTO. OmameDtatioD r outlined in deep blue nnd painted 
in blue, jellow, twd orange. Kererw, concentric lines in blue and 
D. 216 mm. British Husenin. 



Fio. 28. — BACILE. Buff bodj. Ornamentation : outlined in blue uid 
punted in Une, men, orange, and black. Reveiae, interaectiDg ciicnlar 
lines with stara in the intenticea, orange and black, in the centre an S 
cut bj an onow. D. 22B nun. Moa^ da Lonvre. 



ITio. 29. — CENTRE OP A PLATE. Buff body. Onumentation : ont- 
Uned in Uae, golden luur bound with green and blue, bodice green and 
yellow wiUi rod Uoing ; tnfdl omunent dark blue. D. 166 nr 



Fia. 30.— PIATTO. OrnomeDt&tioD : outlined b blue &nd punted in bluo, 
green, orange, end yellow ; two puiela in oruiare ground, four in jrellow, 
touches of orange in scelework. Inscribed £. Bevene, blue inter- 
lacing leaTaein outline. K fragment of a Diruta plate belonging to tbe 
writer ia umilar in ita oinamenUl design. D. 21 cm. Heniy WkUii, 



Fio. 31.— CENTRE OP A PLATE. Henvy white body. OniMnenta- 
tioo: ontliued in dvk Uue, fleah and veil lightly sbftded in blue; 
golden hair, Bleeves and outer line on the edge in orange. Kevene, 
smennd with tin gUie. Compare with fig. 98. B. 86 mm. 

Henry Wallla. 



Fio. 32.— PIATTO. OniuneDtBtion : outlined in bltwandpuntodiDduk 
bine, RTeen, mannnese, and onuga ; the omsmmt on coUsr and shoulder 
ia gnffito on d«rk bloe. U.40cm. Mium de t'Rot«l Clony. 



Fie. 38.— BACILB. Beddiab, hMVj bod7. D.Wcm. 



fiB. 34. — bACILE. OrDamentatiou : outlined in blue and punted in blue, 
green, omiKe, noi maQgaueae ; the flesh faintlj Bhadea in blue ; hftir, 
the aaiue ci^our and drawn as in Byzontiae enamels ; two medallion? 
in manganese;, two in green, the ornament within graffiato. Reverse, 
iTonspaient vitreous glue. D. 23 cm. 

Nattonol Hiueum, Florenca. 



Fto, 36. — JAR. Pale nd bod;. OmunenUtion in bine, Olive-f^reea 
Titreoni glue innde. A pronounced Oriental ir" "" " "" — 



Re. 8S.— Botvh of Iig. 86. 



no. S7.— PIATTO. Ornuneutatioa : outlined in bias, punted in Uue, 
raangc^ and, for the ground at bwe, pole green; shield and hair omnge ; 
leaveB on border bine-black and onnge. D. 88 cm. 

BvitlMh ICiuwiinii 



I^a, 3& — BACILE. OnuunentAtiDii ; outlined in blue, painted in duk bine, 
maDgBnwe, green, and orange ; letveB on border blue-black and orange. 
D. 376 mm. Mnioo da Louvre. 



Fia. 39.— BACILE. Ommmeiitatian : ontlined in blue, pkintei] io blue, 
orange, And greenish tnrqnoiae-blue. Revane, circlet in outline with 
tou^ea of oTuge. H&t upright aides and flat border. 1). 47 cm. 

Bontli Henrington Morcom. 



Ao. 40. — Oraament on Fig. 39 enlu^sd. The imiUtioD of nuuqiuitij 
mg^«tta th&t this atjle c^ onutmmtation m^ poonbly hare been 
icHpirod hj the onuunent in a mosaic ^vement of th« time of antiqui^ ; 
its original deriTstion being aa stated in the test 



Fie. 41. — PIATTO. OnuimenUtioii ; oatlined in blue, painted in Une, 
omge, and yellow. ReTene, Bineui of tin gUu on the Titreoiu glmted 
nr&M. D.48cm. l(nii« d« l-rfitel Olnny. 



FiQ. 42. — BOCCALB. Onumeiitatioii : outlined in biMk, punted in deep 



Eia. 4S.— VASE. OrnamentatioD : ontiised in duk bloe, painted in duk 
Une, manganew, and gieen. One of a pur. H. 28 cm. 

National Hnsanin, Floronce. 



Fia. 44. — BOCCALB, OmunenUtioii : ■ BhieU of arm* uader the spoat, 
cratHiied in bine, and puotad in Uue, pale maoganeBe, pale jellow, and 
ptJe blue-green, prodiuaiig a soft purpluh e&ct H. '22 cm. 

South KuudngtOB Hawnun. 



Fia, 46. — BROCCA. A phanuof vw« belon^ng to th 

Sr- 88 in tho XVth ceDtiu7 Albmlli. Oniamenta 
M, pointed in blue, coppei-green, and onnge, H. 5" 



FlO. 46. — PIATTO. OmunenUtiun : a shiald bearing the urns of the 
Qniducci, of Florence, outliued in blae, aad pAiiit«d for the I&rger put 
blue in camaieu, «bo apuiuglf manganaBe, and vellow in the anuB ; 
greeD for the four ciiculai Imes and lightly in the ground at centra. 
0. 48 cm. si^vTMi Hnsenin. 



FI9.47.—CIRCULAR PLAQUE. Omunentotion : outlined in blue and 

ekiiitediii blu e.niBiiganese, green, Knd orange. Inscribed "NICOLAVS' 
E • RAGNOLIS ■ AD ■ HUHOREM ■ DEI ■ ET ■ 8ANTI ■ MICHAE- 
LIS ■ FECIT ■ HEBI ■ [ANO reetonition] 1475." D. 44 cm. 

"UusAo de I'Hotel Cluny. 



F». 46.— CIRCULAR PLAQUE. Thick buff body. Ommmentatioii in 
wpro-tmcmro Iwightened with paMagea of onnge. Iiucribed " A • 
1461 " Gb {P). (To aave l&bour in preparing the drawing the reUtin 
depth* of the coloon are rerened ; thua, the ground ia a d«ep blue.) 
D. 26 cm, Sonth Kanalmtop I 



¥iO. 49.— SCODELLO. Oniun«Dtation : outlined in (Uik blue, the intei^ 
Ucing buida blue ; aTOund of centre oquare in green, the othei four in 
orange. Bevene, plun iipiiala in blue. D. 22 cm. 

Hatlooftl Mtuetun, Florwice. 



Fia. GO.— BACILB. Oraamentfttioii in blue. Reverse, thrae c 

(urdes in blue. AsomewhatrimUMplftteiakttheHdtelClaaf, butwitb 
the concentric circlet in muigaaeae. D, 34 cm. Henry Wallls. 



Fl«, 81. — BACILB. OnuUDentktion ; dark Uua ground, tlie br&nch and 
interladng work in onnge, the drele at centra in paler blue, tba 
med&llian in orange ; the whole adorned with motlier of pearl Oubbio 
iDitre. ReretM, lustred KTOlli. D. 23 em. Heniy WalUa. 



Fig. S2. — JAR. Omammtatioi] : a h««d in relief, the TMt outlined in 
mangsnese, p&inted in deep blue. H. 205 mm. 

MoMom of Science and Art, DabUn. 



Fis. A3. — JAR. OnutinentRtion : k head uid two pine-cones terminatiiig 

bmnches in relief ; punted in gieen and raw nenfi jellow. H. 24 cm. 

Dr. W. Bode. 



Fia. 64. — JAR. OmtmenUttoD : four heads in relief, &1ho branch-work 
termiDatdiig in conea and a ahield bearing arms (not jet identified) ; tbe 
rest, outline end network in mancnneu, jellow on shoulder, branch- 
work in green. A moaogrnm, posuolj of a con^temit;, at the base of 
handle*. H. 34fi mm. Boath Eensiiigton UaMua. 



Fio. 66.— BOCCALE. OnameuUtion : outiiaed in bine, punted in dsik 
and tai(|BoiM Uim, maginfie, tad jaUow. H. 186 ram. 

Soatk K«oili>fUn Koaeuro. 



FiQ. 66.— BOCCALB. Onuunautation : outlined in blue, painted in blue, 
nuuig«neM, uid graen. H. 41 cm. Bootlt Kendngtoii Hoaaiiiii, 



Fio. 67.— BACILB. Bafi bodj. OnuunenUtion : the unu of Pope Cftliz- 
tua ID. (F), the border uid the boll io manganeM, the rest m duk blue. 
BcTene, yellow Titreous glue. D. 31fi mm. Hsiir7 WftUla. 



Fia. 6S.— VASE. DelU RobbU ware. Oraameiitation id ralief, uid 
painted in porpliah blue. A pair of umilar vuea at the Britiali Miueum 
fuTe the original maiolica flowen. H. 29 cm. 

Soutlt Kraaington Hnaduni. 



FlO. 60,— BOCCALE, OnuneDUtion : outlined in blae,_pwnt«l in bine; 
fTMeDiUid onBfe. loBcribed "tjfti.'t Kyttmiiia." ^^ shftpe copied 
from Uoreeco tsms. H. 242 mm. Bonth KensbiEtoii Humwh. 



Fio. aO.— TWO-HANDLED VASE. Pile buff bodj. Omamentotion : 
ontliiwd in blue ftnd painted in blues green, m&niguieM, and orange. 
Inscribed "PENSA EL FINE" and ''^PER DIIO" Handles barred 
in bine. H. 30 cm. Soath Kwurington HuMum. 



Fio. ei.— BOCCALE. Onumeotation : shield of urns below tLe spout, 

'" ' ' ' ' ' • • iio^ ; touches of p»le miuifrA- 

mth Eenaliigton Hasvaia. 



outlined in dark blae, mangaiKM, and yellow j touches of pale maaga* 
I-.. .3 "T, 176 mm. ••-».■ ■ •• 



Fis. 6S.— BOCCALB. OnuraenUtion outlined in blue, painted in blus, 
mugaiieae, p&le graao, tmd jellow. H. 135 mm. 

Sontb Kanrtngton Mo—imp. 



Flo. 68. — BOCCALB. Onumantation ; & aMeld of anna (outlined and 
painted in blue), NatlaumT' "~ " 



Flo. 64. — BROCCA. UniftiiiBDUtion : outlmod ia blue, painted in paliih 
blue uid Rreen ; the leaves veined io graffito. H. 252 mm. 

Matien&l MtuMtun, Fleranec. 



Fio. es. — JAR. OnitmeaUtioD : outlined in blue, painted in cobalt, grMn, 
oniDge, and manguiMe : similar to Albarello fig- 8S, in precedii^ 
volume. H. 21 cm. Hfttiooftl mtusain, Florencs. 



Fi&. 66.— PHARMACY VASE. Omftmentation : . 

inscribed as above. Compare with figs. 76 and 77 of The Oak-leaf 
Jata, and 6f ^ "^ ^^'^ centurj Albarelli. H, 19 cm. 

Brltiib Hnaeam, 



Fis. ar.— PIATTO. Pale nd bod^. OnMmmtation : ootUiMd in bins, 
punted in blue, green, ud nuoguieM. D. SO cm. 

Britlili MuMum. 



Fia. 68. — BACILE. OnumentatioD : outlined and Minted in blua, jellow, 
graen, and nuuguieee. RereiM, parti; tin guie. Two holes fi>r 
' . D.aion. --.^^ — _ 



Fifl. 09.— BACILE. OnumentatioD : ■h>«ldb«ariiiKUwunuaftlwMedid, 
initHntd in blue, painted in bloe, torquoiM, pu« graen, and yellow ; 
Teiuing of laavM giaffiato. D. iiS cm. 

National Haseam Floreaca. 



Tin. 70.— SCODELLO. BnfE bodj. Onumentktion : the border ptint«d 



Fie. 71.— BACILE. BoKvj hnS bodr. OrnamenUtioD : outlued in 
and Miiit«d in dark ud Uglit bine and grceauh jellow. Ran 
MTolla aod hening-boiio in blue. D. 22 cm. Dr. W. B( 



Fl9. 73.— PIATTO. Omunentetioii : outlined in dtrk blue and iiuntod in 
blue, orange, ud ^leen ; the cheTTona in bine and white, cnequei in 
led, gieen, and white ground. D, 176 mm. 

Natlcnul Hunun, Florsncs. 



Fis. 73. — PIATTO. OnumenUtioD : outlined in blue and punted in 
bine, green, yellow, the centre in deep led. Inscribed " GIROLHA.' 
RereiM, plun. Gompwe with %. 30. D. 343 mm. 



Fifi. 74.— PIATTO. Onumentation : outlined in blue and jiunted in 
dark Uue, blue in cunuea, orange and green. Bevene, eight ovaU 
outlined in blue and orange, with a mark " B " inteneeted by a line. 
D. 283 mm. Heniy Wallia. 



Via. 70. — BACILB, Orntmentfttion ; outlined in blue, ptintad in oranga 
and bloe in camueu. Beverse, coDoentrie circles in light uid dark 
Uue. B. 183 nun. Henry WaJlte. 



Fio. 76.— CIRCULAR PLAQUE. Onumeiitation : a lata M atoatio 
ahiald beuing tbe ums of Hie Boni of floicDce (per paJe g^ilea and 
•nre, k lioo nmMnt aigent, from ita neck hanging va escntchaon 
Biure cbuved witn a fleur de Ijh or), the rest outlined in blue, painted 
in dark blue, tuiquoiBe-blua, orange, and pole maLganeH. Inacribed 
" MI ANDKEA5t I BOKO." D. 297 mm. 

Soutli Kwialngton Knoonm. 



Fib. 77. — PIATTO. OrnuDenUtioD : on » nhield uun ft lion Mmpuit or, 
the leat outlined in blue ud painted in bine, green, uid Vallow. 
D. S86 mm. B«rr Jubm Simon. 



Fia. 78.— PIATTO with nimd osDtre. Baff bodj (the auue in tppaaruiM 
BS that of the luatred DirnU ware). OnumentatioD : ODtlined in bine, 

n'nted in blue, green, omnge, and jellow. SimilAr amament«tion i« 
nd on the lastred Dinit4 i^hes. R«rerse, intertacini^ ogBe-arehea 
in blue outlined round the edge ; in the centie a "B" aoMed by a 
paraph, M in fig. 74. D. 366 mm. Hairy WftlUs. 



f^fi. 79. — VASE with two drsfTon hudlee. Omunent&tioD in relief, 
outlined in black, punted in blue, neen, onage ; Mune of the uched 
I»db1« ou neck in wpra bimtoo. H. 81 cm. 

Soath Kamtogton HuBCum. 



r- 



FlO. 80.— VASE with two dragon handle*. Oroamentation : a shield of 
arms, possibl; those of the Baglioni of Florence, the rest outlined in 
blue, painted in dtu'k blue, turguoiBe-blue (fortbe handles), and orange. 
Inacrifced on reTflrae, "EL . NON • PODER ■ ME ■ FINE." (El aon 
poder men P) H. 268 mm. South KMuingtCpn Maaama. 



Fte. 61. — VASE. OniuiMiitfttion in relief, punted in bine, pate Une, 
gnen. Mid onnge. The coTer ia miaaing. H. SO cm. 



a. 83.— FOUNTAIN. Fftinted in duk and pale bine, graaa-imtin, ud, 
apmagly, orange. H. 472 mni. Bcmui Kamlngton Maa»aiiL 



Fi«. 88.— INKSTAND, Romuliu ud Keniua with th« che-wolf. Pkintod 
in bloe, gtMu, mvagtaue, and jeUow; the wolf in pslfl grer. 
" •™ — - — ■ — '-nVnMnm. 



Fio. 84.— INKSTAND. Painted in manguieM, gTMu, ftnd reUow (raw 
■i«u). luKribed-FA BENE." H. 166 mm. 

Kgl. Kautgemrbe Hoammi, Barlin. 



Fio. Sfi.'—PIATTO. Onuunentatioii in golden-bnivii liutra. RevatM, 
eoooeotiic oiiclea in liutre. Figa. 85-92 an Qubbio ware. D. 22 cm. 



Fia. 86.— PIATTO. OnumeaUtioD : golden-biown kutre, • &w finM of 
Uus ID cantro and on run. IUtoim, conoeatni: cdcIm in liutn. 
D. 24 cm. BrfUah Mamaa. 



Fie. 67.— FSUTTIERO. OnianicnUtion in rub; liutm TIia itag, in 
rig. 68, on the inside. D. S2 cm, Biltiah MaMnm. 



Fio. 89. — BACILE with r&ieed centre. BoS bodj. Omunentfttioa : 
outlined in bine, the medaUioD painted in blue in canuueu, the ground 
and rim in deep blue; the rest in rnbj and golden Itutm. ItoTerM, 
concentric circles in lustre. Formerly a vam belonged to this plate; 
probably thej were used in church Beirioe, so also fig. 76. D. 346 mm. 
H«nry Wallli. 



Fi«. 90,— BACILB. OntuneDtation : ouUined in bine, rainted in deep blue 
on ahoolder and breart, the ntt in robf lustre. Revene, concentric 
dicle* in lustie. D. 41 cm. Soatb Kaaiington Hnamim. 



no. 91.— TWO-HANDLBD VASE. OnumenUtion ptillj in Klief, 
outlined in blue, nonnd of ceatre band in blue, tbe centres of tbe 
godroona below in blue ; the rest in rubr lustre. The tms bu k nuiJl 
Ud. H. 312 mm. South V 



>. SS.^AL.BARBLU>. OnunnitfttionpuUy ia relief, ontlinediB Uhb, 
tlie band between foot and bellj in gnea, the rMt nibj lottre. 
H. 238 mm. Bouth KanaliiBtaa IT 



Fio. 03.— BACILE. OrounenUtiou : godrooDB pamtad in pftls goldsn 
luatre. ReTBTM, concentric ciiclea and edna of godrooiu lined in 
lortre. Inscribed " PERSEVEKANZA " D. 23fi mm. 



Fio. 96.— THREE-HANDLED VASE. OnwmenUtioii : oatlined in 
blue, painted in golden Inctre. Dimt* ware. H. 248 mm. 

South KMuingtMi Hvmtnm. 



APPENDIX. 



Fia.97.— CENTRE OP A BOWL. Pftl« Ijuff body. Onraunt in pftl* 



Fio. 98.— PORTRAIT OP A LADY.bjafoUowerofPierodellaFTwicMC*. 
Tha punting wu formarl; mppowd to ba ■ portrait of laotte da 
Rimini^ to whom it beua & reMmblaDoa ; but it is doubtful whetliar it 
WM punted from her. H. 42 cm. National OftUery. 



Fia. 90. — BUST PORTRAIT : painted in tempeM on panel. An «z- 

unple of Itafian XVtli ceatarj deoontiTe punting, Mmevhat (imikr 

in a^le to tho wme motivM on tlie maioljca of tbe period. H. 27 cm. 

HoaqrWaUiB. 



Fia. 100.— BUST PORTRAIT: punted in tempera onpanel, Anazampls 
of Itklum XVtb etotarj decontdTs paintiiift- H. 27 cm. 

Bmry W&Uls. 



Fio. 101.— WOODCUT, &gm the Eputoie tt Epimg«ii, 1486. P. PKtni. 



COLOUR PLATES. 
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